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ABSTRACT 
Close: research into constructing a vernacular for closeness 
which could reflect the interrelated experiences of being a 
man, Australian and white. This forms the framework from 
which issues of sexuality, gender and identity are explored. 
Through the work I seek to open these categories and to 
contradict the boundaries they set up in order to make 
myself visible. By situating myself in textiles and creating 
textile pieces I act outside of a hegemonic cultural 
construction of masculinity , at the same time creating a 
bridge that opens a way forward to mapping and tracing 
the realities of multiple masculinities . 
This study took the form of an exhibition of works in textiles 
and associated processes in Photospace, at the Canberra 
School of Art from August 4 to 13, 1999, which comprises 
the outcome of the Studio Practice component, together 
with the report which documents the nature of the course 
of study undertaken. 
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INTRODUCTION 
Close 
Before coming to this course I completed my under 
graduate BA Visual Arts with the University of South 
Australia, for my final honours year I was a cross institutional 
student in the Textiles department here at the Australian 
National University. My arts practice up untill this time has 
been mostly in installation and some performance work. 
Leading up to the Graduate Diploma my work and 
investigations have been in the area of gender, sexuality and 
identity. This Graduate Diploma marks a significant turning 
point for me as I return to object making which I locate in a 
field different to that constructed via gender, sexuality and 
identity. This is the field of closeness and this project 
investigates the development of a vernacular for closeness 
that speaks of goodness and belonging. 
M y research into the construction of the feminine and the 
mascul ine has led me to see the central policing role 
sexuality plays in the rendering of these identities. Identity 
itself, I came to realise, is constructed via different 
oppressions set in place by our binary culture. 
As a man working in textiles, I was searching for some way 
of operating outside of or differently to this binary structure. 
I was looking for a new way of understanding myself in 
relation to society and communicating this understanding. 
T o do this I needed to find or invent a speaking position that 
didn't become too enmeshed in identity politics. I was 
particularly interested in how closeness, especially between 
men , might be explored and configured, hence the title for 
this body of work, "Close". 
C O N T E X T 
In the first half of the year I investigated and experimented 
with a variety of processes that could facilitate the 
development of a vocabulary, a vernacular for investigating 
the cluster of issues I was working with, ie closeness, the 
construction of the domestic, masculinity, gender practices, 
boundaries, folk art, tacit knowledge, textiles processes, etc. 
In trying to fathom how these processes might be 
configured into an object I became interested in how Folk 
Art might provide a vehicle to explore closeness. 
Australian Folk Art. 
A sustainable practice and an example of a cultural process 
at work within the field of closeness is Australian folk art. A 
key factor of Australian folk art as noted in the 
accompanying catalogue essay to the exhibition "Everyday 
Art, Australian Folk Art.", is that "Australians have not felt 
the need to stamp a label on a set of forms". This in turn 
allows Australian folk art to open categories and to 
contradict boundaries. As a sustainable frame work 
Australian folk art is a site that resists closure and the 
hierarchies of the binary western high art system. Australian 
Folk art does this by pointing to the inconsistencies that 
surround the "need" for strategic naming's. 
The passing on of processes, traditions and culture that 
characterises folk art, through one on one relationships 
often in the family or extended family is itself the physical 
manifestation of closeness and belonging. 
Within this project I have used the strategy, the notion of 
slippage and refusal of Australian folk art to be named, to 
hypothesise that pattern and decoration, key aspects of folk 
art, might be the basis for a vernacular of closeness. 
Pattern and decoration can be constructed in the case of 
textiles practices as integral to the whole, often structurally 
as in quilt making and tailoring (see illustrations 1 and 2). 
These practices and processes are the means by which I 
construct a form through which to speak. 
As I sew I create closeness, as I sew I make myself, within a 
continuum of belonging inherent in the process. I define 
closeness in this project as knowing that I am good and that 
I belong. 
Taci t Knowledge 
These processes of closeness speak of relationships, of hand 
to cloth, of cloth to the body for warmth, protection and 
identity . To explain this relationship Peter Dormers 
definition of tacit knowledge from The Art of the Maker 
has been invaluable. He admits that Tacit Knowledge is 
difficult to articulate, however it can be described as 
knowledge that is handed down, taught one on one as in 
craft activities. This mirrors the definition of folk art by Jean 
Lipman from The Flowering of American Folk Art and 
quoted as a working framework for folk art in the catalogue 
essay by Jim Logan in "Everyday Art, Australian Folk Art.". 
Both state that the qualities inherent in the various fields 
are difficult to articulate. 
Folk art is taught via tacit knowledge, this process involves 
certain characteristics of closeness. Closeness is difficult to 
describe, it is a verb, a doing, a process. It is sharing, giving, a 
passing on and as such it consists of a set of practices which 
cross boundaries. These practices dissolve boundaries by 
opening them and in this space we see the inconsistencies 
that surround boundaries and the strategies that build 
them. Within Textiles this process of closeness, of tacit 
knowledge, of giving of passing on skills is quite visible as in 
the way skills such as knitting, crocheting, embroidery, 
quilt ing and tailoring are learnt. 
Waggas 
The cluster of issues at work here were all conveniently 
located within one specific artefact, the Wagga 
In the "Everyday Art, Australian Folk Art" exhibition were 
two Waggas made by Caroline Mary West in 1925. These 
waggas are categorised as folk art by their inclusion in the 
exhibition. I was at first drawn to the aesthetic qualities of 
these domesticated bush rugs as they seemed to reflect the 
visual qualities of avant garde abstract paintings with their 
mosaic of stripes and muted minimalist colours. The 
catalogue makes especial comment on this. I saw this as a 
means by which the waggas were being constructed as 
other to western high art, the dominant paradigm. This 
same strategy is also used in the construction of gender, 
sexuality and identity, ie incorporating difference to sure up 
the dominant culture and by doing so silencing 
indifference. 
Further to this the contradiction of the Waggas using men's 
suiting sample fabrics which can be read as a sign for the 
masculine, to make a domestic object, a quilt, which could 
be read as a sign for the feminine, creates a blurring of the 
binary system which in turn opens a new space for thinking 
about gender and textiles. It also opens the space for the 
real story of Waggas. 
Waggas where originally made by itinerant rural workmen 
and used to sleep under by the campfire to keep out the 
cold and the rain. They were made from hessian wheat bags 
sewn together which came from the Wagga Wagga wheat 
mills and as a consequence had Wagga Wagga stamped or 
printed on them and became known as waggas from this. 
Eventually the waggas became domesticated through the 
culture of "Make do". By the early twentieth century and 
most markedly in the depression years the hessian bags 
made their way indoors. Women covered waggas with sewn 
together men's suiting samples which they obtained from 
the local tailors. They became a heavy warm rug lined with 
hessian bags and / or worn out jumpers and blankets. 
Nothing was ever wasted. 
To entangle them within the machinations of the NGA's 
collecting policy is in fact to silence the stories behind the 
waggas. I was particularly interested in the story of the men 
behind the waggas and in particular the stories of the tailors 
that supplied the suiting samples. This is the story of men 
who sewed, this part of the history of the waggas has been 
neglected and this silence reflects the strategic naming of 
categories inherent within textiles practices. 
As part of my research I visited and documented the 
Pioneer Women's Hut's collection of waggas at 
Tumbarumba ( see illustrations 3, 3a and 3b) .The Waggas 
are situated within a narrative of the "make do" and are a 
marker for the pioneer woman's ingenuity and thrift, 
admirable qualities in a harsh environment. The waggas in 
this context were strategically named as women's work and 
as such subsumed within a narrative of textiles as wholly 
feminised. The story of the waggas made by men is silenced. 
The domestic as a fully feminised site of women's power, 
strength and endurance is mythologised via this silence and 
in keeping with the binary structures of gender, sexuality 
and identity. 
Certain physical and aesthetic qualities of the Tumbarumba 
Waggas and the NGA's Waggas are contradictory. The 
Tumbarumba Waggas are not collected as the NGA's have 
been for their resemblance to avant garde abstract art, they 
are mostly in original condition which means "used" and 
often are poorly constructed, worn and torn and in some 
instances falling apart. In contrast Caroline Mary West's 
Waggas in the NGA collection are well made and in good 
condition. The stories of the Waggas at Tumbarumba are 
stories of working class women struggling in adverse 
situations such as the Depression. The story behind West's is 
that of landed people, well established farmers and as the 
Waggas attest a certain level of skill and craft had been 
obtained by the maker. 
The wagga as cultural artefact carries with it stories that 
contradict the overriding myth of the wagga as penultimate 
sign for "make do" and as the sign for poor white colonials 
and there struggles. Raised poor and working class peoples 
stories are mythologised and remade to colonise the past 
with a romanticised version that upholds the middle class 
values that collections such as the NGA construct. On the 
other hand the Tumbarumba collection uses the wagga to 
perpetuate it's myth of the domestic and women's place in 
it. 
The Wagga as a cultural artefact is significant in that it 
appears as a site of meaning to be saturated in 
inconsistencies. It is these inconsistencies that afford the 
opportunity of openings and dissolving of boundaries and 
the strategies that create them. It is this space I refer to 
when 1 speak of the field of closeness. 
The Waggas in the Tumbarumba collection afforded me a 
hands on opportunity to explore how and of what they were 
constructed . The condition of some of the rugs allowed me 
to see the insides of the waggas and the old jumpers, 
blankets and bags used to line them (See illustration 3b). 
i imagined reversing this process by taking what was inside, 
the linings, and making men's jackets from these as a means 
of exploring further the opening space were boundaries 
dissolve. Through this I was renegotiating the construction of 
masculinity and reconfiguring it as a story of closeness. Using 
tacit knowledge as a foundation I investigated the 
possibilities of creating a vernacular for this story. Using 
pattern and decoration as a means to contradict the binary 
construction of language I wanted to create a story of 
masculinity as close and good, as belonging, complete and 
whole without boundaries. 
C O N T E N T 
Jackets and Linings. 
It was at this time that I started to collect old tailored 
jackets. I took one apart performing an archaeological dig 
on it to see how it was made and of what materials. To do 
so it was necessary to take out the lining. This I did and was 
drawn to the worn out surfaces of the linings and the stains 
and marks left behind by the absent owner (see illustration 
4). The qualities of these marks and stains and tears evoked 
the same kind of boundary blurring I saw functioning with 
the waggas made from men's suiting samples. The linings 
once removed from the body of the jacket suggested 
several possibilities. Firstly as a metaphor for revealing and 
concealing as it covered the tailored structure of the jacket 
and secondly how it acted as a membrane that stored and 
collected the memory of the owner. The stains, tears and 
marks of memory, of usage like tacit knowledge are pass on 
through one on one relationships of the body to the jackets. 
I further interpreted this as reflecting the passing on of 
knowledge through relationships like that of father to son as 
to what it means to be a man. 
When taking apart the old jacket I was amazed to find the 
layers and intricate stiches that moulded and held the 
garment together ( see illustraion 2). These stiches 
suggested a vocabulary in themselves, that of the tailor, the 
man who sews. The obvious discipline and level of dexterity 
reflected in the quality of the construction and the 
craftsmanship speak yet again of the concept of tacit 
knowledge. The actual structure of the jacket itself reflects 
the reinforcing, padding and restrictions placed on men 
although packaged within a symbol of endorsement and 
power, the suit. 
The jackets and their linings represented an opportunity to 
perform the openings that the waggas alerted me to. I saw 
the structure of the men's jacket as a metaphor for the 
construction of masculinity and the lining as the membrane 
that hides that structure. The marks and stains found on the 
linings began to suggest what I was trying to say about 
closeness. The linings themselves suggested a liminal space 
in which I could reconfigure the construction of masculinity. 
At this point I decided it was important to steer the project 
away from thinking about the work in terms of absence or 
loss. I saw the stains from sweat and toil found on the 
linings as marking the history of the body, rather then it's 
absence. My aim in reconfiguring the masculine in this 
project was to invest it with the opposite of the isolation 
central to men's oppression and instead of mapping men's 
oppression via absence it was crucial that I keep belonging 
as part of the goal. 
In order to do this I needed to contradict the narrow and 
r ig id stereotypes that I d iscovered earlier func t ion ing 
through the binary constructs of gender, sexuality and 
identity. This is the history of a set of cultural normalising 
practices that construct masculinity as oppos i te to the 
feminine (and the domestic), as heterosexual and as white. 
One way this functions is through men's oppression. 
Men's oppression has at its core the aim to isolate men and 
boys through terror . Strategies that support the basic 
principles of this isolation such as classism and capitalism 
through the binary constructions of gender, sexuality and 
identity, would have us believe that competition, isolation 
and terror are a "natural" condition. 
Via capitalism men get to be men by working hard, very 
hard so that most of us in our isolat ion and terror are 
exhausted. Through sexism we are taught that the only form 
of closeness available to us is via sex w i th women . Men 
who are strategically named as gay are forced to take on 
that identity so that they can be targeted for destruction via 
Gay Men's Oppression to keep all men terrified of closeness 
with other men. 
Closeness between men is the major contradict ion to the 
terror and isolation central to men's oppression. In order to 
speak of this closeness I needed a language that cou ld 
reach across cultural boundaries. Current cultural practices 
oppress men w i th in a discourse of power that enacts 
isolation and positions all men wi th in the perpetrator role 
within our culture. 
To do this it was necessary to blur and dissolve the 
boundaries of what it means to be a man in our society. The 
way I intended to do this was by using the blankets and 
table clothes I had earlier collected to make men's jackets 
from. This would enact the reversal that the waggas created 
and I hoped would sustain the opening I needed so that I 
might explore and evoke the qualities which I discovered in 
the linings. I also hoped that the categories of the domestic 
and the masculine ( the categories that seemed to be 
policing the project) would collapse via this reversal . 
The linings became the main focus as I wanted to extend 
the notion of them as a membrane that collected the real 
stories of men. This membrane however seemed caught up 
within the normalising structure, the jacket, which would 
silence the story of closeness I was attempting to map out. I 
decided to extend the metaphor of the linings as 
membrane to that of skin to further explore the field of 
closeness via touch. My intention was to create huge 
oversized linings made of a precious natural material, silk 
georgette. I would stain, mark and print on these linings 
then attach them as usual. Because of its volume the 
material would fall and drape out of the jackets highlighting 
the inconsistencies surrounding the structure of the jacket. 
Therefore the stains and marks upon the linings would 
become visible. By using domestic objects (blankets and 
Linen) to make the outer jacket I would be reversing the 
wagga and by doing this I wanted to call into question the 
dichotomy of the domestic and the masculine ( see 
illustrations 5, 5a, 5b, 5c, and 5d ). 
Whilst the jackets themselves were integral to the project 
they did not end up as part of the final work. I struggled long 
and hard trying to get a reading other then "garment" out of 
them. This was the turning point where I decided that I 
wanted to explore these issues through object making and 
not as in my previous work, ie, installation. It was through 
my interest in the linings that later led me to explore a 
variety of textile processes that would evoke the qualities I 
had firstly found on the surfaces of the waggas and secondly 
the marks and stains on the linings themselves. And it was 
this exploration that became the basis for the finished work. 
PROCESSES 
Staining and Dying 
Whilst working with the silk georgette as the lining for the 
jackets I began dying it firstly with tea and then secondly 
with gum leaves. The tea could give me delicate pinky skin 
toned colour which was perfect for what I had intended, or 
if I let it stew a much darker brown( illustration 6a and 6b). 
The gum leaves gave me a choice of colours ranging from a 
very pale green to rusty brown tones up to rich orange 
ochre colours (illustrations 6c and 6d). To achieve the 
gross stains and markings I used dissolved instant coffee in 
various levels of strength. This I applied wet onto wet, which 
achieved a subtle blending of tones ( illustration 6e), or wet 
on to dry which created strong edges and discrete areas of 
staining ( illustration 60. 
Embroidery 
Earlier in the diploma I had made a series of experiments in 
trying to achieve a blanket or woven woollen effect with the 
surface of my machine embroidery, this was in response to 
the blankets I had begun to collect. To achieve this effect I 
used a darker thread on the lower bobbin and a lighter 
thread on top. I then set the upper tension so that it would 
pull up the lower thread and this gave me the textured 
surface I was after. 
Part of my attraction to the waggas is that they are made 
from wool. This wool had been in places worn out or eaten 
away by moths, the shapes of the holes attracted my 
attention because they looked like small continents with 
surrounding islands ( illustration No, 7). In keeping with the 
theme of reversals, I machine embroidered samples in the 
likeness of men's suiting fabric but in the shapes of these 
holes ( illustration No, 8). I was also interested in how the 
suiting samples reflected an abstract quality through their 
straight parallel lines. Reinterpreting this through machine 
embroidery allowed me to play with the contradictions 
between painting and embroidery by darning and mending 
which fitted well with the over all project of reconfiguring 
masculinity. 
Text 
The text in both the embroideries and the heat transfers 
comes from my journals and reflects my struggles in regards 
to creating a vernacular for closeness based in pattern and 
decoration. In this sense I was interested in seeing text in 
the same way I saw the tailors stitching in the jackets. That is 
as both a visual language in its own rite, ie as pattern and 
decoration and as part of an oppressive, colluding, 
supporting structure (illustrations No, 9 and 10). 
Heat Transfers 
Also in the earlier half of the diploma I completed a series 
of samples with the heat transfer press. In this experimented 
with a range of different fabric types to see how effectively 
the image would sit on delicate fabrics such as silk and 
polyester mixes. 
Later this earlier research would be pivotal in finding the 
final format for the project. During the dying of the silk for 
lining I decided to see what the effects would be if I simply 
pressed the unironed dyed silk in the heat press { 
illustration No, 11). After this it was only a short step to use 
double sided iron on interfacing to stabilise the fabric and 
only a small step to adding the images of my Great Grand 
Father, Grand Father and Father.( illustration No, 12) And 
only a short walk outside to find gum leaves which I use as 
markers for Australian in this project( illustration No, 13). 
The heat transfer press is easy to use the image you wish to 
transfer to your fabric or whatever base needs to be a 
photocopied image onto transfer paper. All you need to 
know is what temperature to set the heat to so it won' t 
melt the image or the base fabric. I had this information at 
hand from my earlier experiments. 
Found objects 
Following on from my experiments with the heat transfer 
press decided to try and press parts of the jacket I had taken 
to pieces. Particular sections of the jacket such as the 
tailored lapels and parts of the inside lining such as pockets 
and labels (illustrations No, 14). These sections where able 
to speak of jackets without being caught up in actually 
being a jacket and illustrated my concerns better then the 
Jackets I had begun to make. By this time I had decided on 
a format of a 15cm x 15cm square. This in part echoed the 
suiting samples used in the original waggas and also relates 
to quilt making blocks in general. 
Quilting and Applique 
My first act of intervention with the found objects was to 
quilt one of the blankets. I did this in order to stabilise it to 
the backing fabric of calico, it was during this process that I 
decided that once the blanket was quilted I would then cut 
it up and make it into a jacket( illustations No, 5c and 5d). 
As I have said earlier these jackets didn't make it into the 
final work. However whilst that part of the project was still 
running I appliqued parts of the old lining onto the "new" 
jackets, this lead me later on to use small scraps of the 
disintegrating fabric as heat transfers which further 
enhanced the notion of reconfiguring the masculine. 
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CONCLUSION 
The finished body of work is in three parts consisting of 
squares 15cm x 15cm of both found and manipulated 
textile elements and processes such as embroidery, tailoring 
elements, dying, heat transfers and collage etc. 
There were over one hundred individual finished pieces. 
The first group were hung flush to the walls at eye level in a 
continuous row . The earth series and the skin series were 
arranged in a grid formation on separate walls (illustations 
No, 15,15a, 15b, and 15d). 
The first section explores my relationship to my Father my 
Grand Father and my Great Grand Father. This is the story of 
what it means for me to be a man. I explore this through 
using pattern and decoration as the possible basis for a 
vernacular of closeness. 
Photographs (heat transfers) of these three men 
intermingled with the insides of the tailored jackets, real 
suiting fabrics and simulated fabrics (machine embroidery), 
text from my journals, fragments of linings and gum leaves, 
stains and the marks of wear and tear evoke an invitation to 
closeness. 
The qualities of closeness in this project described through 
tacit knowledge, crosses the boundaries of masculinity to 
make visible in textiles and through textiles my own arts 
practice. 
I use the insides of the jackets, the tailored stitch, to mark 
the history of men who sew. To be male and to sew is to act 
outside of the stereotypes of masculinity in our culture. 
The second group of earth coloured squares speak of the 
land and belonging. The ochre and pink soils, the textures 
of trees are reflected in the silk and wool dyed with gum 
leaves and stained with tea and coffee. The hand stitching 
echoes the stitching in the tailored jackets and resembles 
tiny pathways and journeys through the land mapping and 
tracing my hand rendering me visible. The gum leaves are 
an Australian marker, they encourage the possibilities for 
pattern making and suggest a sense of space through the 
illusion of depth and movement. 
In the third group the silk georgette is dyed with tea and 
heat pressed to create the wrinkled effect of flesh coloured 
skin. It refers to the body, the pale skinned body. It connects 
the previous stains and traces of the absent body, the 
references to the jackets and through to the suiting samples 
used to make the waggas. 
The white squares of damask table clothe refer to the 
traditions of white work and white linen in my culture. They 
are darned by machine embroidery in skin tones of pink 
and beige. The shape of this darning echoes the worn and 
torn shapes of the eroded surfaces of the waggas I 
researched. 
1 see these shapes as continents in miniature surrounded by 
even smaller islands. 1 read them as unchartered territories 
of belonging and closeness, and closeness as the skin of the 
world. 
During the Graduate Diploma I did not necessarily work in a 
linear way. I experimented with a wide range of processes in 
order to arrive at my outcome. I have learnt to recognise 
this as my own way of working and trust in it. 
I describe it as working in circles which overlap in the centre 
creating a pattern and this is where the finished work is 
formed. 
This project was a turning point for me as it marks a break 
with installation work and a return to object making. I see 
this as the foundation for a way of working in the future, as I 
would like to explore the possibilities of the processes and 
forms I discovered. 
In a sense this project also marks a break from the 
urban/domestic arena of my earlier work and points 
towards the rural/ landscape possibilities of the future. I am 
particularly interested in the stories of rural tailors and hope 
to explore this further. I would also like to expand on my 
research and exploration of the wagga. I see this as leading 
me into reconfiguring it as landscape through the abstract 
qualities of the suiting fabrics used to construct it. I see this 
as a means that wil l open the way for me to engage with 
post-colonial theories. 
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Addenda 
Study Proposal 
1. Aims of the Project Outline 
*what are the general aims of the project outline 
proposed? Please outline the thematic focus of your 
proposed study, the nature of your project and it's 
anticipated outcomes. 
At the core of the w o r k is the i nqu i r y into the fa i lure of 
identity. To further this I ask "What did you have to give up 
to take on the ident i ty". M y general a im then is to map or 
t r ace the p o s s i b i l i t i e s o f s p e a k i n g o u t s i d e o f discrete 
ident i t ies. The nature of this inqu i ry has at its centre the 
not ion of a space outside of the current binary system that 
constructs our societies. A strategy I am employing is one of 
creating and highl ighting the worn, torn surfaces that for me 
act as m e t a p h o r for the i ncons i s t enc i es that surround 
binaries. 
Concurrent ly the notion that the present binary systems that 
o p e r a t e in o u r s o c i e t y are o p p r e s s i v e to a l l humans 
underpins these inquiries. 
" Indeed it was the long, painful realisation, not that al l 
oppressions are congruent , but tha t t hey are differently 
structured and so must intersect in complex embodiments 
that was the first heuristic breakthrough of socialist-feminist 
t hough t and of the t h o u g h t o f w o m e n of c o l o u r . This 
r ea l i sa t i on has as its c o r o l l a r y that the compar ison of 
d i f ferent axes of oppression is a c ruc ia l task, not for any 
purpose of ranking oppressions, but to the contrary because 
each oppress ion is l i ke ly to be in a un iquely indicat ive 
relation to certain distinctive nodes of cultural organisation. 
The special cent ra l i t y of homophob i c oppression in the 
twent ie th century, I w i l l be arguing, has resulted f rom its 
inextr icabi l i ty f rom the ques t i on of k n o w l e d g e and the 
processes of knowing in modern Western culture at large." 
Sedgwick, E. (1990), Fpistemologv of the Closet, Penguin 
Books, pg 33-34. 
*how does the proposal relate to your prior practise and 
experience? 
The proposal is part of an ongoing inquiry into gender, sex 
and sexuality how they are constructed, who constructs 
them and what they mean. The difference being here that I 
have broadened the boundar ies from my previous 
explorations to include all men regardless of their sexual 
identity as I now see Gay Men's Oppression as central to 
Men's Oppression at large and that of course they are one 
and the same. 
*how does the proposal relate to other MAVACW units? 
My theory unit "Arguing Objects" considers the implications 
of collections and objects within cultural institutions. I 
consider the implications of cultural institutes and the 
objects placed within their collections that assume a non 
problematic binary coding that can act as or signify a closure 
to the possibility of reading them outside of this system. 
2. Methods and resources 
*what working methods and/or processes and materials 
do you intend to use? 
I intend to use a range of sewing and associated skills that 
include; machine embroidery, tailoring, pattern cutting, 
quilting. I also intend to print and mark make onto fabric. I 
will be using a range of domestic found objects, blankets 
and tablecloths plus silk to construct my objects. 
*what new skills development is intended, and what 
specific resources will be needed? 
I will be furthering my knowledge of printing textiles and 
extending my abilities in regards to machine embroidery 
and sewing. 
3. Context. 
*what is the wider context for the proposed outline? Please 
indicate how you see your proposed work in the wider 
context of practise in your field by referring to examples of 
precedents, traditions, and other relevant visual practices. 
What has driven this work is the need to negotiate the 
systematic brutalisation of young boys and men in our 
society. Men's Oppression has at its core the aim to terrorise 
, , 43 
m e n a n d boys. By ac t i va t ing cu l tu ra l pract ices l ike 
homophob ia for instance to keep us isolated f rom one 
another we are continual ly forced to act out narrow rigid 
stereo types of what it means to be a man. Identity has at its 
centre nothing, we identify against what we are not. Via 
capitalism men get to be men by working hard, very hard so 
that most of us in our isolation and terror are exhausted. 
Through sexism we are taught that the on ly access to 
closeness is via sex, with women . Men who are targeted as 
gay are forced to take on the identity so that they can be 
targeted for destruction via Gay Men's Oppression to keep 
all men terrified of closeness with other men. 
My starting point are the wagga quilts that are unique to 
Austral ia. They perform a strange inversion as they use 
men's suiting fabrics to create a domestic object the quilt . 
Via this process they enact the oxymoronic placement of 
the masculine within the domestic and by doing so rupture 
this binary oppressive structure. 
The qualities of Quilt making and quilt makers I admire are 
their make do capabil i t ies and thri f t in the face of great 
hardship, the ability if you like to remake themselves from 
what is on hand. Also the abi l i ty whi lst on the one hand 
performing nurturing and binding practices that can be 
seen wi th in the construction of the domestic site, they can 
on the other hand insert, invert and subvert via decorative 
coding systems narratives of belonging and closeness. 
The waggas as an object made from necessity to survive the 
cold wet Australian winters speak of class and gender and 
comfort in a way that I wish to read for my purposes as the 
means of solving a dilemma that dissolves opposites to keep 
warm. 
This series of work comprising of three parts reflects my 
investigations into speaking about the goodness of men. 
*ln what form will the outcome of the Studio Practice Unit 
be presented for examination? 
I i n t e n d to c rea te a set of three series of mach ine 
embroideries. One set w i l l reflect my enquiries into the 
wagga quilts and the notions outl ined above. One set w i l l 
act as self portrait and the third set will be the marker for 
the ongoing research that this project has inspired. 
Each set of embroideries will contain up to five separate 
pieces shaped as squares or rectangles that will be placed 
together in a grided pattern to complete the whole. These 
works will be mounted on the walls in photospace. 
